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Introduction 


Now in our eighth year, Trinity House is pleased to be showcasing what we feel to be our strongest collection to date. The 
paintings and sculptures will be on view at different times throughout the year in all three of our galleries: Broadway (in the 
Cotswolds), London and New York. We will also be exhibiting at a number of international art fairs including TEFAF 
Showcase in Maastricht, Masterpiece in London and The Armory in New York. 


Whilst specialising in Impressionist and Modern works, as one can see from this catalogue, our interests range from the early 
18th century right through to the present day and we are always interested in works by great artists around the world. 


‘The market for the very best works of art is extremely buoyant at the present time, having (according to analysts) 
outperformed most other investment categories over the last ten years. That said, sourcing these exceptional works is 
increasingly hard, which is why we are so proud to be in a position to offer this collection which includes such notable artists 
as Sir John Singer Sargent, Claude Monet, Edgar Degas, Henry Moore and Kees van Dongen. 


Whilst the core of our business is selling works of art directly to individuals and institutions, more recently we find ourselves 
offering a range of other services including private consultations, appraisals, the management of collections, acting on behalf 
of private collectors, interior designers and museums. 


Steven Beale 
Director 
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Impressionist 


Eugene Boudin 1824-1595 


Golfe Juan l'escadre dans la baie 
1893 


This view of the Golfe Juan in southern France seems to 
have been painted from the eastern side of the bay. The 
viewer looks towards the west, to Cannes (a fashionable 
holiday destination then, as now), and to the glimpses of 
light before nightfall. Shadows appear in the clouds, as they 
are backlit by the sun. It is this play of light in the piece, as 
opposed to the detail of the objects which it falls upon, 
which was so important to Boudin, He once wrote, “It is 
fortunate that the Creator has scattered a little of his splendid 
and warming light everywhere; it is the world that is 
enveloped by this light that we painters reproduce”, This 
sense of unity of light, inherent to so much of Boudin's 
work, would go on to influence Fauvism. 


Eugène Boudin was brought up in coastal regions of France 
(his father was a mariner) and was one of the forerunners of 
the French Impressionist movement. His work enormously 
influenced that of Monet and was exhibited in the first 
Impressionist Exhibition in Nadar's studio in Paris in 1874. 
This exhibition, together with his views of what made a 
good painting, sealed his place in art history. 


Medium: Oil on canvas 

Size: 21.75 x 35.50 ins / 60 x 84 cms 
Signed, inscribed 

and dated: ‘93 Golfe Juan-Avil’ 
Provenance: Wildenstein & Co., New York: 


Private Collection, USA; 
Private Collection, UK 


Literature: This painting is listed as No: 3073 in 
Vol. 3 of Robert Schmit's Catalogue 
raisonné of the artist’s work. 

Eugène Boudin, La Vie et L'oeuvre 


d'apres les letters 


Exhibited: Paris, Salon of 1893 


Boudin's work is still attractive to our modem eyes because, 
in common with many artists of the 19th and 20th centuries, 
he wrestles with the place of art and the artist in bourgeois 
society and resolves the matter by separating the aesthetic 
from the moral. He successfully disassociates himself from 
any concems he might have about the social status of his 
models and instead concentrates on their external appearance. 
He has narrated an image for the viewer that consists of 
fishermen hauling in their catch from a modest boat in the 
foreground with the yachts of those holidaying in Cannes in 
the distance, The yachters would have been the French middle 
classes as opposed to the more ‘revolutionary’ subject matter 
often favoured by other Impressionist artists of his era, which 
is a moral issue that he had already come to terms with. In 
1861 he wrote, “Peasants have their painters, That's good. 
But, between you and me, these middle-class people who 
stroll along the jetty into the sunset, are they not also entitled 
to be captured on canvas, to be led towards the light? Between 
ourselves, they often work extremely hard, these people who 
step out from their offices and their studies. If among them 
there are a few parasites, are there not also people who do 
their job properly?" 


Edgar-Degas 153: - 1917 


Dancer (Préparation en dedans) 
c. 1885 


Having spent the first part of his career painting large 
historical objects, around 1870 Degas changed his focus 
completely and determined to become a modern, avant 
garde, artist. His natural inclination was to record everyday 
life in Paris, his home city. Degas had been brought up in a 
musical family and was so familiar with visiting the opera 
that he was able to gain access to its backstage areas where 
dancers might be practicing or preparing for a performance 
by warming up. This unique level of exposure to the 
dancers’ world enabled him to define himself as an artist 
capable of capturing very sophisticated and modern 
movement on paper. 


As a founder member of Impressionism, Degas brings 
together two significant elements of his work in this 
particular drawing, which formed part of the Royal 
Academy's major exhibition of his work in 2011. Firstly, 
the composition gives the viewer an accurate depiction of 
the human figure in movement, and provides clear evidence 
of Degas's ability to depict a moment in a dancer's motion 


The Atelier Degas, Paris, with the atelier 
stamp (Lugt 657) stamped verso; 

‘The third Vente Degas, Paris, Galerie Georges 
Petit, 7-9 April 1919, part of lot 102, sold 
with three other drawings for 1,450 francs; 
Paul Cassirer, Berlin; Acquired by a Private 
Collector in the 1920's thence by de: toa 
Private Collection, Germany; Private 
Collection, United Kingdom 


Provenance: 


Medium: 
Size: 


Charcoal on paper 
13.25 x 9 ins / 33.50 x 22.75 cms 

Inscribed by the artist Préparation en dedans 
1 fausse position in pencil at the upper right. 
Stamped with the Degas vente stamp (Lugt 
658) in red at the lower left. Inscribed with 
the Durand-Ruel photograph numbers 
Ph1863 (overwritten to read 1063) / 2591 in 
blue chalk on the verso. 


Jane Kinsman. Degas: The Uncontested 
Master. 


Literature: 


Exhibited: Canberra, 2008-2009, pp 132 and 138, Cat 
No. 59; Richard Kendall and Jill Devonyar. 
The piece was exhibited at the major Degas 
exhibition at the Royal Academy in 2001, 


Degas and the Ballet: Picturing movement. 


that may, in normal circumstances, pass unnoticed. 
Additionally, this drawing gives the sensation of a moment 
in time much as a photographic snapshot might. This piece 
was created around the same time as there occurred 
advances in the science of photography, resulting in it 
being more accessible to all. The genre became highly 
fashionable and its ability to capture a moment in time was 
of great interest to Degas. 


Degas's understanding of how light interplays with the 
female form was central to the success of his works 
depicting dancers which, as a subject matter, made up half of 
all his output. He manipulated light to create drama and 
theatricality. This drawing demonstrates the importance of 
definitive line and form within Degas's observations of the 
female figure, and expanding on this, the drawing 
demonstrates a knowledge of the off-guard compositions 
created by photography. The fact that it is inscribed 
‘preparation en dedans' by the artist also provides a unique 
insight into Degas's knowledge of ballet, beyond the visual. 


Exhibition catalogue, London 2011. p 139, 
Cat. No. 54 

[Extracts taken from: The Unique Sensation, 
Drafismanship, Imagery and Chromatics in 
Impressionist Painting, by Vanessa Curry] 


Edgar-Degas 1834 - 1917 


Danseuse 
c. 1889 


Many of Degas’s sketches were preliminary drawings for 
larger works and this charcoal is a good example. This 
work was used by Degas to study the figure in this pose in 
terms of proportion and balance within the final oil sketch 
circa 1889 entitled Danseuses au foyer (illustrated below) 


Study for Danseuses au foyer, 1889, no. 996, volume Ш of 
Degas et son Quevre (Paul-Andre Lemoisne) 


Danseuses au foyer is not a painting of a grand Diaghilev 
ballet in full flow at the theatre, but is an insight in what 
Degas excelled in — it is an observation of a group of 


Medium: 
Size: 


Charcoal with red highlights on paper 
17.50 x 10.50 ins / 44.45 x 26.67 cms. 
Stamped with signature (Lugt 658) 

Also stamped with the atelier stamp on the 
reverse of old mount 


Provenance: — Atelier Edgar Degas, Paris; 
(sold: Galerie Georges Petit, Paris, 4ème 
Vente, July 2-4 1919, lot 265b): 
Galerie Andre Maurice. 
Lefevre Gallery, London; 

Private Collection, London; 

Carol Cartwright (and sold: Sotheby's, 
York, May 11, 2000, lot 114): 

James Francis Trezza, New York: 
Elizabeth Green Romano, Montecito, 
California 


New 


Exhibited: Мем York, Charles Slatkin Galleries, French 


Master Drawings, 1959, no. 101 
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figures and the spontaneous movements they make when 
no one is perceived to be watching. The subject of 
Danseuse appears to be pulling her leotard up by its straps, 
whilst her co dancers in Danseuses au foyer appear to be 
straightening up their shoes and costumes in a moment of 
intimacy. The subjects are captured off centre, just as the 
dancers are off-guard, with a shard of light from the open 
doorway seeming to suggest the recent exit or impending 
entrance of someone key to proceedings. Danseuse is not 
simply a depiction of a ballet dancer but exudes a sense of 
strength and rootedness that was no doubt the key to 
survival for the female dancers in Paris at the time. 


This work is accompanied by an authentication letter from 
Theodore Reff, Columbia University. 


The authenticity of this work has been confirmed by 
Galerie Brame & Lorenceau. 


Kees van Dongen 1877-1968 


Monique au chapeau 
c. 1946 


Kees van Dongen was a Dutch painter, bought up on the 
outskirts of Rotterdam. He had a younger brother, Jean, who 
went with him to live in Paris to work as a ceramicist and 
sculptor. With his first exhibition at the Vollard in 1904, van. 
Dongen entered into the modern art scene in Paris. With the 
Vollard gallery, practically the only in Paris which exhibited 
modern art at the time, and the writer Feneon, modernist and 
anarchist of the first order, van Dongen found his place on 
the avant garde French scene. He gained a reputation for his 
sensuous portraits, of which this piece is a fine example. 


‘The sitter on this occasion is Lily Monique Marinho. Her 
fond memories of the creation of the portrait reveal the 
methods and personality of this great artist at work 


“Around 1936/37 I was crowned Miss Pari 
1946, I was invited to the Bal de Téte which was held every 
year, where the women wore aigrettes and evening dresses 
It was there that I first met the artist Kees van Dongen. I 
didn't know him at all, but I knew of him. He came over to 
our table and asked the Comtesse de Lal to whom he should 
address for permission to paint my portrait, and she 


+ Later, around 


Medium: Oil on canvas 

Size: 31.50 x 20.75 ins / 80 x 53 cms 
Signed: Upper left 

Provenance: Collection of Lily Monique Marinho 


(acquired directly from the artist); 
Sotheby's, New York 2008; 
Private Collection, the Netherlands 


The Wildenstein Institute has certified this 
painting 


answered: “her husband of course”. My husband accepted on 
the condition that he could buy the painting, even though 
van Dongen wanted to keep it, as he believed he was going 
to produce something of interest, Indeed, apparently the 
portrait is considered one of his best of that period. 


1 was very happy to have been noticed by van Dongen; I 
presumably fitted his taste, but he didn't paint me as 1 was, 
he painted me the way he saw me, with huge eyes, which I 
don't have, and he rather embellished my appearance, He 
was above all a painter of modernity. He painted women of 
society and he always augmented the jewels that they wore 
in his portraits, which was a great discovery, as they loved 
being painted by him as a result. The day I sat for him, I 
wore the exact same outfit I wore when we met at the Hotel 
a thin woollen dress from Christian Dior 
¡grettes on my head and a pearl neckla 
although I didn't have the privilege of him enlarging them! 
He began by painting the background of the trees and the 
sky before my arrival in his studio, then he asked me to pose 
the way I was when we met. He completed the portrait in 
five days and called it Monique au Chapeau.” 
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Paul César Helleu 1559-1927 


Ellen à l'ombrelle 
с. 1905 


Helleu was born in Vannes in 1859 and moved to Paris as a 
young man. He later became a pupil of Jean Leon Gérome at 
the École Nationale des Beaux-Arts and became a lifelong 
friend of fellow student John Singer Sargent. Gérome was to 
buy his first painting. Artists including Monet, Rodin and 
Tissot also recognised his talent whilst he was studying in 
Paris (he was later formally accepted as part of the 
Impressionist group). In fact, Tissot gave Helleu his own 
engraving tools because he was in such despair after the 
death of his beloved Kathleen Newton that he was unable to 
use them to make art. As a result, Helleu became an 
excellent drypoint engraver and one can see those skills for 
draughtsmanship and fine line work in both these drawings. 


Paul César Helleu worked as a painter and an engraver in 
France at the turn of the century. His work epitomises the 
charm and elegance of French culture at the time — the belle 
époque - with all its verve and focus on fashion. Whilst he 


Medium: Chalk and wax crayons on paper 
Size: 28.35 x 20.47 ins / 72 x 52 cms 
Signed (embossed): Lower right 

Executed: Circa 1905 
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was renowned for his portraits of society ladies on 
commission, and those of his childhood sweetheart who later 
became his wife (Alice Guerin), this sitter is his eldest 
daughter Ellen, born in 1887. Therefore the date of this work 
is probably between 1905 and 1910. 


Helleu immortalised many beautiful women in paint and 
graphite because he became the darling of fashionable, 
aristocratic ladies at the time (including Coco Chanel). 
Perhaps what makes him all the more appealing to the 
modem viewer is that, despite this, he was not a cad; 
throughout their lives together, h 
wife. 


avourite model was his 


‘The authenticity of this work has been confirmed by the 
Association Les Amis de Paul César Helleu. The work will 
be included in the forthcoming Catalogue Raisonné being 
prepared by the Association Les Amis de Paul César Helleu. 
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Paul César Helleu 1859 - 1927 


Portrait of Madame Helleu in her Yachting dress 


с. 1905 


‘The Helleu family spent their summers yachting and the 
ladies in their fashionable white yachting dresses, against the 
backdrop of the billowing bright white sails of the yachts, 
appealed greatly to the artist. Helleu painted many canvasses 
of life on board and other harbour scenes. 


This di 
spontaneity and movement and can be compared to a 
snapshot photograph. The camera was a highly fashionable 


awing of Alice, the artist's wife, has a great sense of 


and interesting tool at the turn of the twentieth century and 


Medium: 
Size: 
Signed 


Crayon and chalk on paper 


Lower left 


Provenance: By descent from the Marchioness of 
Huntly, (Daughter of the first Viscount 


Kemsley) 
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Helleu's ability to capture this fleeting moment in his wife's 
movement is reminiscent of the snapshots that Edgar Deg: 
took of women in the same period. 


‘The authenticity of this work has been confirmed by the 
Association Les Amis de Paul César Helleu. 


To be included in the forthcoming Catalogue Raisonné being 
prepared by the Association Les Amis de Paul César Helleu 
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Henri Martin 1360 - 1943 


La famille 


Henri Martin was born August 5, 1860 in Toulouse. His 
early works were devoted to poetic and allegorical themes 
reflecting his training at the Ecole des Beaux-Arts in 
Toulouse. After winning the Grand Prix he moved to Paris in 
1879 to study at the Ecole des Beaux-Arts under Jean-Paul 
Laurens. Martin exhibited at the Salon des Artistes Francais 
in Paris from 1880, winning a medal at the 1883 Salon. 


A visit to Italy in 1885 brought a new lyrical freedom to his 
work. On his return to Paris in 1889, he began experimenting 
with pointillism and turned almost exclusively to landscape 
painting, specializing in the beautiful rolling countryside 
around his house, He produced colourful canv 5 full of 
light, studying the landscapes at different times of the day 
and rendering works of shadow and sun. In 1889 Martin 
exhibited at La Fete de la Federation where he was presented 
with a gold medal. 


Medium: Oil on canvas 

Size: 45 x 20 ins / 114.30 x 50.80 cms 
Signed: Lower left 

Provenance: Private Collection for over fifty years, 


United States 
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He was named Chevalier of the Legion of Honour in 1896, 
and in 1900 won the grand prize at the Exposition 
Universelle. Martin was named Commander of the Legion of 
Honour in 1914, and became a member of the Institute in 
1918. He is buried in the cemetery at La Bastide-du-Vert 


The stippled brushstrokes in this portrait are very typical of 
st-Impressionist style and quintessential of Martin's 


He is observing the figures from a rear perspective, studying 
their shape and form, whilst capturing the feeling of a warm, 
close knit family group. 
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Claude Monet 1s10- 1926 


Waterloo Bridge 
1901 


Monet arrived in London in January 1901 and stayed (as he 
always did) at the Savoy. From this exclusive hotel, he could 
look right onto Charing Cross Bridge and left to Waterloo 
Bridge, He intended to paint the Thames in oil on canvas, 
however, frustratingly for Monet and luckily for us, his 
paints, brushes and canvasses did not arrive from France. He 
found himself, unable to work. In despair he wrote to his 
wife Alice and complained of his restlessness but also 
mentioned that he had “tried in vain to make some sketches 
in pastel.” 


After some superb weather on Sunday the 27th January, it 
rained heavily and Monet told Alice that he continued to try 
with his pastels, acknowledging that he had lost touch with 
this medium, He wrote: “this amuses me a lot, even though 
Гт no longer accustomed to it, it occupies me and might be 
useful” 


On Monday, his luggage was still missing and he again 
worked at “many pastels” now describing them as being 
“like exerci * as prepared for the task ahead. A week after 
his arrival in London his artists materials arrived and he 
conceded that things had gone well; “It is thanks to my 
promptly made pastels that I saw what I had to do” Only 26 
pastels survive from this period in 1901. Only 5 of them 
portrayed Charing Cross Bridge; the others were of 
Waterloo. 


Medium: Pastel 
Size: 11.50 x 18.25 ins / 29.25 x 46 cms. 
Signed: In pencil, lower right 

Executed: 1901 


Provenance: Anonymous sale, Zurich, Galerie Bollag, 
29-30 September, 1947, lot 377; 

Lili Oetiker; 

Private Collection, Switzerland: 

Sale: Galerie Kornfeld, 2008, Lot 93; 
Private Collection, United Kingdom 
Literature: Kendall, Richard and James A. Ganz. The 
Unknown Monet: Pastels and Drawings. 
New Haven: Yale University Press, 2007. 
Catalogue published to accompany an 
exhibition by the same name organised by 
the Clark Art Institute at the Royal 
Academy, London that same year. 


Exhibited: The Savoy Hotel, London, December 2011 


Friends who visited Monet described him periling out into 
the fog and saying “the sun is out again” and all they could 
see was “nothing but that grey-muffled space, a few hazy 
shapes, the bridges that seemed to hang in nothingness, the 
smoke that rose only too quickly dissolve and a few surging 
waves of the Thames, visible at the river's edge.” Most of 
these pictures, including Trinity House's, were executed on 
tan-coloured paper, “its warmth off-setting the cool hues of 


In portraying the bridge in pastel, Monet simplified the 
composition, as he chose to only depict two or three 
complete spans of the bridge’s arches, rather than the four or 
five arches in his expansive oils. He similarly reduced the 
complexity of the surrounding cityscape when working on 
his pastels. In the background of Waterloo Bridge, tall 
towers and smoke stacks are vaguely discernible above the 
smog, just as the Houses of Parliament rise behind Charing 
Cross Bridge in the parallel series. This series of pastels are 
ive rather than detailed, as befits the medium of pas 
The foggy weather at the end of January and beginning of 
February determined the misty nature of these works. 
Monet's friend Whistler had painted similar views (more 
detailed) from the Savoy and it is thought the two influenced 
each other a great deal. 


An oil version of Waterloo Bridge sold for nearly 
£18,000,000 іп 2007. 
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Jean-Francois Raffaélli 1350-1924 


Notre Dame du boulevard Quai des Grands Augustins 


с. 1900 


Jean-Frangois Raffaélli is primarily known as a painter, 
sculptor and printmaker. Nevertheless, he was also a 
contributor to publications such as the infamous Le Chat 
Noir (1885) and it was his writing style that undoubtedly 
informed the composition of Notre Dame du boulevard Quai 
des Grands Augustins. 


His publication Parisian Characters, at the end of the 
nineteenth century, captured his favourite themes of the street, 
the neighbourhood and local people going about their lives 
and this painting reflects those key interests, Raffaélli has 
aged to capture an attractive chatting couple to the right 
of the canvas, giving great insight into the fashions of the 
moment, whilst a young girl looks attentively at the recent 


Oil on canvas 
25.50 x 36 ins / 64.77 x 91.44 cms 
Lower left 


Signed: 


Provenance: Private Collection, America for the last 


70 years 


Haussmannisation of the quay. In the background, the Notre 
Dame stands majestic over the composition and seems to 
unite the old and the new in the changed landscape of Paris. 


It is reported that Degas insisted that Raffaélli was included 
in the Impressionist group shows of 1880 and 1881, and the 
paintings that he submitted gave him critical success, The 
artist must have felt buoyant after such positive reviews of 
his work and his palette seems to reflect that shift upwards 
in self-assurance, getting noticeably lighter. Notre Dame du 
boulevard Quai des Grands Augustins tells little of the artist's 
affinity with the Impressionist movement but speaks 
volumes about his ability to translate his social realist 
interests onto canvas. 


John Singer Sargent 1556-1925 


Cypresses and Pines 
Painted in the autumn of 1913 


The painting will appear in vol. 8 of the Sargent Catalogue 
Raisonné ‘Figures and Landscapes, 1908-1913” to be 
published in 2014 by Yale University Press. 


“Cypresses and Pines was probably painted on the slopes of 
Mount Baldo, lying inland from Lake Garda, possibly “the 
wonderful sacred mountain near here (San Vigilio) wit 
wonderful cypresses and stone pine”, which is mentioned by 
Jane de Glehn in a letter to Roger Quilter of 13 October 
1913: ‘It is wonderful in the afternoon and evening. There is 


Medium: 
Size: 
Signed: 


Oil on canvas 
28 x 36 ins / 71.12 x 91.44 cms. 
Lower right 


M. Knoedler & Co., London, November 
1913; 

M. Knoedler & Co., New York, June 30, 
1914; 

Robert J. Edwards, December 1914; 
Copley Gallery, Boston, c. 1924; 

Private Collection, New York and 
Florida, c. 1920 
By descent in the family until 2008 


Provenance: 


Exhibited: Royal Academy, London, 1914, по. 
The oil was widely reviewed in the press 


and much praised:- 


Literature: “Art at Home and Abroad: Sargent at the 
Royal Academy,” New York Times, May 


17, 1914, SMI0: 


*Cypresses and Pines (220) is a likeness 
of nature and nothing more. But here we 
are carried away by the force of the 
illusion. We can almost smell the sharp 
aromatic scene and hear the crackling 
grass of the hot Southern hillside; and 
there is a rhythm, too in the paint, lacking 
in the portrait (of Henry James), which 
seems 10 express the painters eagerness of 
definition and which communicates to us 
his (Sargent) own delight in the sharpness 
of his sensations’. An extract from the 
article. 


no-one there but a little cow herd who chants and is 
answered a long way off by another. Wilfrid and John are 
doing lovely things up there”. 


1 think it is a magnificent work, with late afternoon sunlight 
streaming into the glade, and the trees standing round like 
silent sentinels. Maybe the little boy is the cowherd 
mentioned by Jane de Glehn." 


Richard Ormond February 2013 


The Evening News called it perhaps the 
best landscape in the Royal Academy 
Exhibition. 


The Daily Telegraph described the 
picture as ‘a study of all penetrating 
Italian sunlight and luminous shadow, 
superbly composed, and painted with a 
certainty, an accomplishment that could 
hardly be surpassed. It is a moment of 


intense though only exterior beauty that 
we have here so vividly realised; a 
vibration of all Nature in response to the 
victorious wooing of the sun’ 


24 


John Singer Sargent 1s56-1 


Portrait of Albert Vickers, 


Chairman of the Vickers Company, 1909-1918 


1912 


‘The label on the reverse of this portrait is i 
Sargent of Mr Albert Vickers:- 


ibed by John 


“То whose id 


of business enterprise and co-ordination of 
industry is due this giant organisation which has been of 
such inestimable service to the this country and its allies 
since the war began — Mr Vickers, and his associates, have 
not hesitated to place this 


processes at the service of 
possible future competitors in allied countries” Quoted from 
the World War May 1917. 


In 1828, miller, Edward Vickers and his father-in-law formed 
the company Vickers in Sheffield as a steel foundry. 


Albert Vickers (1838-1919), together with his brother 
Thomas Edward (a former militia officer and therefore 
known as Colonel Tom) joined their father's business and 


Medium: Charcoal on paper 

Size: 24 x 18.50 ins / 60.96 x 46.99 cms 
Signed: Inscribed, executed 1912 
Provenance: Private Collection, United Kingdom 
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their considerable talents contributed 


company’s rapid development. 


the 


greatly to 


Clive Trebilcock, the historian writes: “Colonel T.E (18: 
1915) and Albert Vickers... provided both inspired technical 
leadership... 


id equally astute commercial direction. Both 
men were autocrats by temperament, but neither shunned 
advice or avoided delegation; each, but particularly Albert 
had a marked gift for the selection of talented subordin: 


In 1909, aged 71, Albert took over as chairman from his 
brother Thomas and held the post until 1918, one year before 
he died at Compton Place, Eastbourne, Sussex on 12 July 
1919. He is buried at Hascombe Church, Surrey. 


It was Thomas who commi: 


ned John Singer Sargent to 
paint portraits of the Vickers family 
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Henri Le Sidaner 1562 - 1959 


Henri Le Sidaner was born in Mauritius and moved to Paris 
at the age of 18, becoming a pupil of Cabanel at the Ecole des 
Beaux-Arts in 1884. The artist exhibited in Paris for the first 
time in 1887 at the Salon des Artistes Frangais. He also 
exhibited in Paris at the Salon de la Société Nationale des 
Beaux-Arts and in 1930 was appointed a member of the 
Institut at the Académie des Beaux-Arts. 


Le Sidaner was interested in, and influenced by, the colour 
theories and pointillism of Neo-Impressionism that the 1900s 


La Table: harmonie grise 
1927 


Le Sidaner completed a series of “Harmonie” table 
in 1927, in a variety of tones including mauve, rose, white, 
yellow, green, blue and red in addition to this grey version. 
The collection of items shown on the table here are beautiful 
in themselves but they primarily serve to allow Le Sidaner to 
put his techniques into practice. Undoubtedly the pearls 


Medium: Oil on canvas 
Size: 35 x 29 ins / 89 x 73.75 cms 
Signed: Lower right 


Provenance: Galeries Georges Petit, Paris; 
Mme Philippe Bérard, Paris; 


Hötel Drouot, Paris, 24th June 1983, lot 91 


Christie's, London, 4th April 1989, lot 146; 


Private Collection, USA 


Literature: Camille Mauclair, Henri Le Sidaner, Paris, 
1928, illustrated p. 211; Yann Farinaux-Le 
Sidaner, Le Sidaner, l'ouvre peint et gravé, 
Milan, 1989, no. 602, illustrated p. 224 

Exhibited: Paris, Galeries Georges Petit, Exposition Le 


Sidaner, 1927, no. 18 
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ière 


brought with it. More specifically, the style of Eugene Ca 
(which is characterised by indeterminate colours and a taste 
for a certain misty atmosphere) was admired by Le Sidaner 
and the two pieces seen here can be regarded as a development 
of Camière’s technique. The focus for both Sidaner and 
Carrière was on light and how it could be shown on canvas to 
give objects a three dimensional effect as well as a sensation 
of calm and of atmosphere. Both the paintings here 
to reflect on the essence of stillness and the beauty that 
twilight creates, when time and light seem to be diffused. 


ise one 


were chosen for their lustre — in contrast to the matt 
tablecloth — whilst the blooms of the flowers in the vase are 
inted in detail to give a sense of the intricate beauty of 
nature juxtaposed against the linearity of the drape created 
by the manmade tablecloth. 
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Henri Le Sidaner 1862 - 1939 


Le jardin blanc au clair de lune, Gerberoy 


In 1900 Le Sidaner visited the tiny village of Gerberoy 
(Seine-et-Oise) where he later bought the house which 
became the inspiration for many of his paintings and where 
he painted many of his beautiful still lifes. He described the 
town as a “haven of peace”, Le Sidaner was enraptured by 
his house in Gerberoy and remained influenced by its beauty 
throughout his time there, 


Medium: Oil on 
Size: 2325 x 31.50 ins / 59 x 80 cms 
Provenance: Galeries Georges Petit, No. 865 and 8983; 


Mr Leon, Paris: 
Cecil Beaton; 
Private Collection, United Kingdom 
Literature: Included in Yann Farinaux-Le Sidaner, 
Catalogue Raisonné Le Sidaner-l'Oeuvre 
peint et grave, no. 266. 
Exhibited: 1961, Le Sidaner Browse and Delbanco, 
London. Cat. No. 15; 
1980, Biennale Internationale des 
Antiquaires, Paris 


. with its dominant green palette, highlights Le 
s experimentations with monochromatic painting. 
His vast varieties of marks enhance the texture of the garden 
whilst keeping within a very limited range of colour. The 
only accent radiates through the window, hinting towards the 
warmth inside Le Sidaner's home in Gerberoy, 


Er 
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Modern British 


SCULPTURE 
BY 


HENRY MOORE 
1898 - 1986 


‘Art is the expression of imagination 
and not the imitation of life? 


Moore’s signature form is a reclining figure and his exploration of this form, under the influence of the 
Toltec-Mayan figure he had seen at the Louvre, was to lead him to increasing abstraction as he turned 
his thoughts towards experimentation on a theme. His earlier reclining figures deal principally with 
mass, while his later ones contrast the solid elements of the sculpture with the space, not only around 
them but generally through them as he pierced the forms with openings. 


“In my opinion, everything, every shape, every bit of natural form, animals, 
people, pebbles, shells, anything you like are all things that can help you to 
make a sculpture” — Henry Moore, 1964. 


Earlier figures are pierced in a conventional manner, in which bent limbs separate from and rejoin the 
body. The later, more abstract figures are often penetrated by spaces directly through the body, by 
which means Moore explores and alternates concave and convex shapes. After the Second World War, 
his bronzes took on their larger scale, which was particularly suited for public art commissions. As a 
matter of practicality, he largely abandoned direct carving, and took on several assistants to help 
produce the larger forms based on maquettes. By the end of the 1940s, he produced sculptures 
increasingly by modelling, working out the shape in clay or plaster before casting the final work in 
bronze using the lost wax technique. These maquettes often began as small forms shaped by Moore’s 
hands —a process which gives his work an organic feeling. They are from the body. 


“All art should have a certain mystery and should make demands on the 
spectator. Giving a sculpture or a drawing too explicit a title takes away part 
of that mystery so that the spectator moves on to the next object, making no 
effort to ponder the meaning of what he has just seen. Everyone thinks that he 
or she looks but they don't really.” 


Most sculptors who emerged during the height of Moore’s fame, and in the aftermath of his death, 
found themselves cast in his shadow. By the late 1940s, Moore was a worldwide celebrity; he was the 
voice of British sculpture, and of British modernism in general. 


In 1948, Moore won the International Sculpture Prize at the Venice Biennale. He turned down a 
knighthood in 1951 because he felt that the bestowal would lead to a perception of him as an 
establishment figure and that “such a title might tend to cut me off from fellow artists whose work has 
aims similar to mine”. He was, however, awarded the Companion of Honour in 1955 and the Order of 
Merit in 1963. 


By the very end of his career, Moore was the world’s most successful living artist at auction. In 1982, 
four years before his death, Sotheby’s in New York sold a six foot Reclining Figure (1945), for $1.2 
million to collector Wendell Cherry. Although a first record of $4.1 million was set in 1990, Moore’s 
market slumped during the recession that followed. His eight-foot bronze, Reclining Figure: Festival 
(1951) sold for a record £19.1 million at Christie’s, making him the second most expensive 20th 
century British artist after Francis Bacon. 
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Henry Moore iss - 1986 


Reclining Figure: Cloak 


1967 


Medium: Bronze with brown patina 
Size: 675 x 15 ins / 17.14 x 38.10 cms 
Signed, numbered. With foundry mark "Moore 3/9 Noack 
and stamped Berlin' on the back 


Noack Fine Art Foundry, was founded in 
1897 and is one of the most important 
bronze-casting foundrys, based in the 


heart of Berlin. 
Conceived In 1967 


Provenance Private Collection, London: 
Louis Stem Fine Art, Los Angeles; 
Private Collection, Los Ang 
Private Collection, United Kingdom 


Literature: A. Bowness, ed., Henry Moore, Complete 
Sculpture, 1964-73, London 1977, vol.4, 
р. 49, по. 565 (another cast illustrated, р. 
48 and pl. 67b) 


Henry Moore 1398-1986 


Upright Motive: Maquette No. 6 


Medium Bronze with brown and green patina 

Hei 12 ins / 3048 cms 

Conceived In 1955; this bronze version cast by 1965 
Provenance M. Knoedler & Co., Inc., New York; 


Acquired from the above by the family 
. April 1969 
Private Collection, United Kingdom 


of the present owne 


ature: A. Bowness, ed.. Henry Moore, Complete 
Sculpture 1955-64, London 1965, vol.3, 
p. 22, no. 384 (another cast illustrated) 


Exhibited Tuscon, The University of Arizona Art 
Gallery; 
Dallas, Valley House Gallery and Little 
Rock, Arkansas Arts Centre, Henry 
Moore, A Retrospective Exhibition of 


Sculpture and Drawin 
1965, p. 37, no. 15 (illustrated); 

New Orleans, Orleans Gallery, Henry 
Moore, July-August 1965, no. 14 


; February-June 
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Bronze with brown and green patina 


3.50 x 675 ins / 8.89 x 17.14 cms 
With foundry mark ‘Moore 6/9 Н 


Noack Berlin’ on the right side 


Noack Fine Art Foundry, was founded in 
1897 and is one of the most important 
bronze-casting foundrys, based in the 
heart of Berlin. 

In 1960 


From the collection of Laughlin and 
Jennifer Phillips: 
Private Collection, United Kingdom 


A. Bowness, ed., Henry Moore, Complete 
Sculpture 1955-64, London 1986, vol.3 
p. 39, no. 446 (another cast illustrated) 


40 


4 


Bronze with brown patina 
6x 4.25 x 2.25 ins 
15.24 x 10.79 x 5.71 cms 


3/6 


Judith Leiber Collection; 
Private Collection, United Kingdom 


Bronze with brown patina 
2.75 x 5.50 x 3.25 ins 


6.99 x 13.97 x 8 


26 cms 
3/9 


Judith Leiber Collection 
Private Collection, United Kingdom 
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Sir Terry Frost, R.A. 1915-2003 


All Blacks, 1 Red & White 


After being encouraged to paint whilst in a prisoner of war 
camp by fellow inmate and artist Adrian Heath, Frost 
attended Camberwell School of Art from 1947 to 1950, 
which, with Heath's the focal point of 
Constructivist tendencies in England at that time. The 
Constructivists in Russia and concerned 
themselves with thinking about how abstract art could 
influence design including literature and film. It was about 
pared down simplicity of motifs on the image itself, 
alongside striving for precision of line and form. It was 

time of discovery — 'awakenin 
but in fact the motifs produced were impersonal, by design, 
and perhaps it is that lack of re 
his own style of painting from 1951 onwards 


studio, was 


originated 


s Frost called it himself — 


m that lead Frost to create 


Frost’s paintings relied upon the division of the painted 
rectangular canvas but the arcs in his work, seen here in All 
Blacks, 1 Red & White, are reminiscent of the rocking of 
boats (there is no doubt that his St Ives and Newlyn homes 
and the land/seascapes of those areas had an immense 


Medium: Oil on canvas over-painted with mixed 
media 

Size: 24 x 16 ins / 60.96 x 40.64 cms 

Signed 1967 and reworked Oct 1979 and 
resigned 

Provenance Acquired from the family of the artist 


influence on him. Frost favoured shapes based on the circle 
or half-cirele, such as wedges and crescents, while he 
increasingly used saturated colour in intertwining loops and 
arcs, half-circles and bands, making formal elements interact. 
in a composite and loosely evocative abstraction (Grove Art 
Online, taken from Terry Frost: Paintings, Drawings and 
Collages (exh. cat., ACGB, 1976). 


Stephen Frost, son of the artist, says of All Blacks, I Red & 
White: 

“This painting has been hanging in my house for over 30 
years. It was actually the first Terry Frost I had in my house 
here in East Dulwich. Every time I visited my parents in 
Comwall 1 would say “Ooh, like that one dad” and he 
take it my boy”, so I did. 


would more often than not за; 
He would always give a little story about each work, With 
this one he called it his “Little beauty” and asked me why I 
liked it, I said it was like all the red, white and black Terry 
Frost's squashed into one, simple yet intense. He said “Spot 


on, it's yours" 
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Dame Laura Knight 1877-1970 


Gypsy Caravans 
c. 1935 


Knight was born in Derbyshire and was encouraged to paint. 
by her artistic mother; she studied at Nottingham College of 
Art from 1899. Knight's reputation was founded on paintings 
of the circus and she travelled with the Mills and Carmos 
circus in order to further this interest. When Carmo, the 
circus owner, was forced to close down after a series of 
in the early 19305, Laura Knight began searching for 
new inspiration, Sir Alfred Munnings suggested that she visit 
the 


ces 


d she was soon painting not only the crowds 
ing the races but also the gypsies who travelled to the 
meetings to tell fortunes (Gypsy, 1938-39, London, Tate). 
This new interest offered a wealth of subject matter and 


Medium: Oil on canvas 
Size: 30 x 38 ins / 76 x 97 cms 
Signed: Lower right 

Painted: Circa 1935 

Provenance: Clydesdale Bank PLC, Scotland; 


Priva 


e Collection, United Kingdom 


Laura Knight developed a close relationship with many of the 
Romanies during the pre-war years, she is quoted as saying: 


‘I look back at those days when 1 was accepted as one of 
themselves by the gypsies at Iver. It was one of the most 
inspiring times of my working life 


Dame Laura Knight exhibited at the Royal Ac: 
1903 and became known as a highly techni 
inter (as is evidenced by the attention to det 
this piece 
the o 


lemy from 
portrait 
shown in 
It was for this reason that she was appointed as 
ist of the Nuremburg 


STEEL TIEREN, 
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Laurence Stephen Lowry 1387-197 


River Irwell from the Adelphi 
1939 


Lowry studied both at the Manchester Academy of Fine Art 
and at Salford Royal Technical College in Peel Park, close to 
where he lived. Academic records show him still attending 
classes in the 1920s, Tutored by the likes of the famed 
French impressionist Adolphe Valette, and inspired by the 
Pre-Raphaelite artists Ford Madox Brown and Rossetti, 
Lowry understood how the power of art and artists could 
influence the representation of landscapes and, in particular, 
the modern city. 


Lowry felt that drawings were as hard to do as painting. He 
worked the surface of his drawings by smudging, erasing 
and rubbing the pencil lines on his paper to build the 
atmosphere of the drawing. 


Lowry was very much a studio artist. It is likely that he 
sketched this particular piece on paper (or various pieces of 
paper) first, and then completed the final work in his studio 
in Pendlebury. 


This pencil drawing is of an area very near to where Lowry 
once lived and studied. It is a panorama of a part of Salford 
which Lowry, more usually, represented through individual 
buildings and landmarks. Pencil works by the artist which 
depict singular buildings and structures in this area include 
“Christchurch, Salford” “By the County Court”, “The flat 
iron market" and “Bandstand, Peel Park, Salford.” These 


Medium: 
Size: 
Signed and dated: 


Pencil on paper 
9.50 x 13.50 ins / 24.13 x 34.29 cms 
1939 lower right 


Private Collection; 

Grove Fine Art; 

Crane Kalman Gallery, London; 
Property of late Mr Kenny Everett; 
Private Collection, United Kingdom 


Provenance: 


Note: An oil painting of the same subject from 
1942 is in the collection of the Glasgow 
Art Gallery. A similar drawing from 
1924 is in the collection curated by the 
Salford Museum and Art Gallery and 


housed at The Lowry, Salford 
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particular works are all currently held in the collections of 
The Lowry, Salford. 


1939, the date of the drawing, was a very significant year in 
Lowry’s life. It was the year of his mother's death, for whom he 
was the primary carer. In 1939, he painted “The Bedroom, 
Pendlebury” in memory of the long hours he spent looking after 
his mother. After her death, Lowry commented that he "lost all 
interest” and that continuing to paint was his “salvation”. He 
became depressed and over time, neglected the upkeep of his 
house to such a degree that the landlord repossessed it in 1948. 
Nevertheless, 1939 was the year of Lowry' first London 
exhibition, a pinnacle moment in his career when he started 10 


and popular success, 


Lowry was also an official war artist — drawing and painting 
blitzed and bombed out buildings in and around Salford and 
Manchester. It is interesting to note that this drawing “River 
Irwell from the Adelphi” was done in 1939, the first year of 
World War Two. Himself emotionally scarred from the death 
of his mother, the drawing depicts a landscape resembling 
the trenches of World War One. Barren in parts, peppered 
carved in two by a 
river feeding the smoking mills and factories of unforgiving 
the drawing is perhaps 


with disconnected crosses and fence 


51 


Sir Alfred Munnings 1878 - 1959 


Going to the Meet: Captain F.G. Chamberlin 
and his sister on Mousehold Heath, Norwich 


1907 


Going to the Meet, painted in 1907, was one of the most 
ambitious canvasses that Munnings had attempted to this 
date, and it was the first commissioned work that he had been 
asked to carry out on this Previously he had painted A 
Suffolk Horse Fair (1901, Sir Alfred Munnings Art Museum) 
and The Vagabonds (1902, Private Collection) both of which 
measured 50 x 80 inches, but neither were commissions, 
which by their very nature are more demanding. Although his 
style was clearly recognisable at an early stage, Munnings’ 
paint application varied in the formative part of his oeuvre. 
‘The present painting clearly draws on the conventions of 
John Charlton (1847-1917) and Charles Wellington Furse 
(1868-1904) but the sweeping and confident brushstrokes 
look forward to his work of the 1920's. 


‘The painting was exhibited at the Royal Academy in 1907 
along with another work dating from 1905, entitled, 
Charlotte's Pony (Private Collection) which showed the 
influence of Henry Herbert La Thangue, whose densely 
worked surfaces were intended to convey the flicker of 
sunlight on foliage. The glistening highlights on the horses 
in the present work clearly illustrate the fluidity of 
Munnings' style, which became his hallmark, 


De 


Munnings had already established a reputation as a painter 
of hunting scenes, for which he used various grooms. These 
began in 1902 with a set of four pictures now in Philadelphia 


Medium: 
Size: 
Signed and dated: 


Oil on canvas 
55 x 66 ins / 127 x 16770 cm 
1907 lower left 


Provenance: Commissioned by the sitter; 
Private Collection by descent; 
Private Collection, United Kingdom 
Exhibited London Royal Academy, 1907, n0.569; 


London, Sotheby's An English Idyll, 
January 2001, по.13; 

Dedham, The Sir Alfred Munnings Art 
Museum, on loan until 2004 


Museum of Art. In 1907 he also undertook Huntsman in 
Cover (Private Collection) which shows similar and 
determined brushstrokes as in the present work, and also 
follows the same compositional construction where the 
figure and the horse dominate the picture frame thus having 
а monumentality and importance that is absent from much 
nineteenth century sporting art. Later he changed this format 
in favour of presenting his sitters in the context of their 
property, drawing o the traditions of 18% century portraiture. 
Another effective compositional element, again breaking 
with traditions and giving a lovely sense of spontaneity, is 
the position of the head of the near horse. The hunter 
stretches his head and neck, probably in an attempt to loosen 
the tension on the reins, The lowered head mimics the 
movement of the front leg of the other horse and it also 
creates an arch from its hind legs, giving a sense of 
movement to the composition, 


There was a long established firm in Norwich called 
Messers. Chamberlin Sons & Co. founded by Henry 
Chamberlin whose son George was Mayor of Norwich in 
1891. The Mayor had a son, Captain F.G. Chamberlin who is 
the gentleman featured in this double portrait. Captain 
Chamberlin was a member of the Volunteer Battalion of the 
Norfolk Regiment. He fought in the Boer War and was 
Sheriff of Norwich, at the same time that this painting was 
undertaken. 


Sir Alfred Munnings 157s - 1959 


Portrait of Harry La Montagne on a Grey 
1920 


Harry La Montagne was a wealthy American, whom 
Munnings frequently met at the most important annual race 
meetings in England. ‘Often at the Derby meetings, in the 
Members’ Stud, scanning many faces under grey or black 
top hats, Г used to see one face among the rest which for a 
moment, entirely changed my train of thought taking me 
away to France — to Pau, near the Pyrenees, of all places’. 
(Sir Alfred Munnings, The Second Burst, 1951, p.100) 


Shortly before Christmas 1920, Munnings went to visit 
Harry La Montagne at his Villa Regina, Pau, in order to 
paint a portrait of his wife, ‘a good looking, smart American 
woman’. 


Munnings finished the portrait but "Christmas was drawing 
near and La Montagne, feeling Christmassy and cheered by 


Medium: Oil on canvas 
Size: 28 x 36 ins / 71 x 91.50 cms 
Signed: Lower right 

Painted: In 1920 

Provenance: Mr & Mrs Harry La Montagne, Pau, 


France and later New York and Oyster 

Bay, NY: 

By descent to their niece Joan Kinney, 

later Mrs Arthur Gengler of Southport, 

Connecticut, USA: 

Private Collection, United Kingdom 
Literature: Sir Alfred Munnings, The Second Burst, 
1951, p.101; illustrated opposite р.96; 
Note: To be included in the forthcoming 
Catalogue Raisonné of the works of Sir 
Alfred Munnings being prepared by 
Lorian Peralta-Ramos. 


the sight of the portrait of his wife in a silk hat and habit, on 
a bay horse, distant snow-clad mountains and all, wanted me 
to start on him in scarlet on a grey”. 


‘As I write, I see La Montagne in the large dining-room, 
taking his seat on a wooden saddle-horse which has been 
brought from the Stable; his silk hat cocked slightly to the 
right, a good bloom on his face, his short-clipped mous 
almost as grey as when I saw him at Epsom. The Pau Hunt 
affected a black velvet collar, and before Christmas, La 
Montagne had a pair of pictures all but finished to show his 
friends when he gave a party or two”. (Sir Alfred Munnings, 
1951, p.101) 


che 
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Edward Seago 1910 - 1974 
The Mill at Alphen, Holland 


The fresh and energetic paintings by Edward Seago 
represent some of Britain's finest examples of Impressionism 
from the 20th century. Bom in Norwich on 31st March 1910, 
о Was the son of a local coal merchant. At a young age 
he painted as he was often confined at home with a heart 
condition. He joined the Royal Drawing Society and during 
his studies won an award at the age of 14. The artist was 
often considered self-taught, but he did take instruction from 
Royal Academician Bertram Priestman (1868-1951). 


Edward Seago was involved in the publication of many 
books throughout his career. In 1934 he published a book 
entitled Sons of Sawdust which told of circus life in the West 
of Ireland, Forty-two of his paintings were used to illustrate 


Medium: Oil on canvas 
Size 26 x 36 ins / 66.04 x 91.44 cms 
Signed Lower left 


Provenance: Frost & Reed Gallery; 


Private Collection, United Kingdom 
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а collection of poems by John Masefield in 1936, as well as 
in 1937 and 1942, Seago also wrote books related to the 
World Wars, and an autobiography entitled A Canvas to 
Cover in 1947. 


Seago's work was famed to attract crowds; in 1945 a show of 
his work at Colnaghi's resulted in queues outside the door! 
During the Second World War Seago served with the Royal 
Engineers and often painted in Italy with Field-Marshall 
Lord Alexander. These war pictures were exhibited in 1946 at 
the Norwich and Bristol Municipal Galleries, The artist’s 
work has been shown around the world and his inventive use 


of oils and watercolours is instantly recognisable, 
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19th Century 


Eugene von Blaas 1343 - 1932 


Day Dreaming 
1889 


was born in Albano Laziale, near Rome, 
and came from a family rich in painterly talent: his father 
and teacher was Karl von B (1815-1894), a leading 
Austrian historical and fresco painter of the late Biedermeier 
period, The family later moved to Venice, where Karl von 
Blaas went on to become a professor of the Academy of 
Venice, Whilst Eugene specialised in figure paintings and 
took particular interest in the lives of ordinary Venetians, his 
brother Julius (1845-1923) became known for his skill in 
painting animal and military subjects. 


Eugene von В 


One of Eugene von Blaas’ favourite motifs was the daily life 
of women. Created in 1889, this painting is probably 
contemporaneous with his work being shown at the Royal 
Academy. It is painted very much in the style preferred by 
the Royal Ac: at that time — namely, a ‘British’ kind of 
Impressionism where women were depicted in domestic or 


idem; 


Medium: 
Size: 
Signed and dated: 


Oil on panel 
21 x M ins / 53.25 x 35.50 cms 
1889 


Provenance: Private Collection, United Kingdom 
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rural scenes with a great sense of light and realism — of the. 
kind promoted by the New English Art Club (which had 
been founded in 1886). Von Blaas’ women were shown in a 
romantic light, with their sensuality still being conveyed 
despite their often menial surroundings. A great deal of 
attention is paid to the detail of the different fabrics of their 
clothing, as seen here. This was a means of demonstrating 


the prowess of the artist and was a source of great 
admiration 


Eugene von Blaas had an international exhibiting career. His 
works were shown in Italy and abroad: in Vienna, London 
(for example, at the Royal Academy, the Grafton Gallery 
and the New Gallery in London between 1875 and 1892), 
Berlin, Monaco, Brussels and St Petersburg. 
Following in the footsteps of his father, he too went on to 
become a professor at the Academy of Venice 


Paris, 


John Atkinson Grimshaw 1556-1593 


Greenock 
1881 


John Atkinson Grimshaw was a Leeds-based English painter 
who had no formal training but whose works became so 
respected during his lifetime that they were shown at the 
Royal Academy. His technique attracted some controversy 
amongst his contemporaries because it was suggested that he 
overcame his lack of training by using the new techniques 
afforded by photography to project images onto canva 
which he could then preserve in painted form. In modern 
times, this use of cutting edge technology to 
outstanding result would be more likely to be applauded 
than frowned upon, The consequence, for Grimshaw, was 
that he was left free to concentrate on what interested him 
most: the creation of atmospheric effects through the use of 
light — as is amply demonstrated with both the pieces shown 
here, Moonlight scenes are Grimshaw’s best known subjects, 
with his dock scenes of Liverpool, Hull, Whitby and 
Glasgow being especially popular amongst his middle class 
clientele. Today Grimshaw is seen as one of the minor 
is place assured by his moonlights, so 
evocative of Victorian life of the 1870s and 1880s. 


hieve an 


With darkness falling, this moonlit piece 
Greenock, a port near Glasgow on the Firth of Clyde. It is an 


centres on 


area which had a world famous reputation for its 
Medium: Oil on canvas 
Size: 20 x 30 ins / 50.75 x 76.25 cms 


Signed and dated: 1881 lower left 


Provenance: Private Collection, United Kingdom 


shipbuilding, an industry which was booming by the end of 
the nineteenth century. The regions main industry is 
illustrated by the masts of the tall ships in the harbour but a 
significant focus of the piece is the figure of a woman, 
dressed in black, gazing in the direction of the boats. It is 
likely that this figure was a representation of Agnes Leefe, a 
Leeds actress who became Grimshaw's studio assistant and 
model from the early 18805. 


“Grimshaw was a pioneer of the depiction of the modem 
woman. In his best known works — his views of Leeds, 
London, Hull, Glasgow, Scarborough and Whitby — the 
single female figure appears over and ove 
often than not she is a working-class girl striding confidently 
across Leeds Bridge, or she is the independent woman in her 
smart black clothes, carrying her umbrella, making her way 
purposefully through the crowds. Or she is the most famous 
of all Grimshaw's women: the girl who walks along a stone- 
walled lane towards the light of a big old house, lit by the 
beams of the silver moonlight’ (Jane Sellers, “The Girl with 
the Umbrella’, Atkinson Grimshaw: Painter of Moonlight, 
exh. Cat., The Mercer Art Gallery, Harrogate Borough 
Council, 2011, p.69) 


...more 


John Atkinson Grimshaw 1556-1593 
Fish Landing: Whitby 


Grimshaw painted several views of the Yorkshire fishing 
port of Whitby; each time, transforming it into a scene of 
captivating activity and atmosphere by his use of colour and 
his painting. Whitby was 
prosperous in Victorian times with the mining of the then 
fashionable Whitby jet. It was at the peak of its popularity 
in the mid 19th century when Queen Victoria wore Whitby 
jet as mourning jewellery on the occasion of the death of 
Prince Albert, 


method of a town made 


‘The viewer gets a sense of this affluence from the warmth of 
the shop windows that glow through the evening light of this 


Medium: Oil on canvas 

Siz 24 x 36 ins / 61 x 91.50 cms 

Signed: Lower right 

Iniscribed: Verso “Fish Landing: Whitby" and signed 


nce: Sotheby's, New York, 1993; 
Christies, London, 2004; 
Private Collection, United Kingdom, 2005; 


Private Collection, United Kingdom, 2008 


picture, As much as this warmth is inviting, it also serves to 
exacerbate the sense of exclusion of those figures which 
remain lit only by the moonlight, where the atmosphere 
throws a veil of mystery over everyday things. ‘No other 
Victorian painter, least of all a pre-Raphaelite one, so 
successfully stirred up these deep seated feelings of 
ive sadness’ (Richard Dorment, The Telegraph, 2011) 


colle 


The famous church of St Hilda, adjoining the ancient abbey, 
can be seen in the far right distance presiding over the town, 
whilst the moonlight quietly reflects off the water. 


1908 


Martin Rico y Ortega ıs 


A Venetian Canal 


$ Venetian scenes, arguably the most significant 
is oeuvre, were originally purchased by 
itors to the city during their Grand 


paintings of 
wealthy American v 
Tours of the 19th century. Back home, the paintings would 
impress guests both visually and as a reminder that the 
owners were cultured and travelled. Over a century later, the 
same series of works completed in Venice still impress 


visitors, which is why the major international art institution 
of Madrid, the Prado, and the Dallas University art 
collection in America, the Meadows Museum, have joined 
forces 10 present a major retrospective of the artist’s work 
during 2013. A Venetian Canal is from the same series of 
paintings that is being presented at this major retrospective. 


Medium; Oil on canvas 

Size: 28.50 x 18.50 ins / 72.39 x 46.99 cms 
Signed: Left side 

Provenance: Private Collection, United States 

Public Museo del Prado Madrid : La Guarrama : 
Collections: Paysage : la Suisse; New York : 


Metropolitan Museum: Canal à Venise ; 
Reims: Jeune homme ecrivant sous un 


arbre; Seville: Lavandieres 
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Mark A. Roglän, director of the Meadows Museum Dalla: 
summed up the significance of the Venice series within the 
exhibition context in his introduction to the exhibition: 
“Rico was hugely influential in the rise of new approaches 
to landscape painting. We are shedding new light on the rise 
of Realist landscape as a pivotal 19th-century movement”, 


Martin Rico was one of Spain’s greatest landscape masters 
and as shown by A Venetian Canal, he managed to depict the 
subtle luminosity of water versus the technical sharpness of 
Venetian architecture. Painting plein air, often from a 
gondola, he was working in the Impressionist technique but 
achieving Realist brilliance. 


Henry Pether 182s - 1865 


Church of San Giorgio Maggiore, Venice 
c. 1850 


Henry Pether was born into a family that was well known for 
artistic talent, His father Abraham established a reputation as 
а specialist painter of moonlit landscapes and is often 
referred to as “Moonlight Pether”. The family came from 
Chichester, 

had 


Abraham another Sebastian, 


influenced by his father's artistic interests and he too painted 


son, who was also 


moonlit scenes. 


It is generally accepted that Henry was by far the most 
talented and capable artist. His work has a security 
of composition, control of detail, atmosphere and colouring 
which is greatly superior to his father and brother. 


n terms 


Medium Oil on canvas 

Size: 30 x 49.75 ins / 76.25 x 126.50 cms 
Signed: Lower left 

Provenance: Kurt E. Schon, Ltd., Vienna, Austria; 


Owensboro Museum of Fine Art, 
Owensboro, Kentucky 


The present painting shows the romantic quality of light 
which makes Henry's work so striking. He favoured actual 
scenes, often on the Thames or in Venice, and this painting 
best work. His father 
ей capriccio subjec 


conveys the poetry and realism of hi 


and brother tended to repeat romanti 


often with overstated blue tones which lack conviction, 
Henry's palette was more sensitive and truthful to nature, a 
this very fine 


aple demonstrates. 


Henry Pether died in the workhouse in Chelsea 
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